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Jim Abernethy | Interventions
This project looks at the loss of faith in modern 
technological progress and the ways by which 
it affects the current status and future develop-
ment of printmaking. The notions of boundaries 
kept in place by traditional printmaking lend 
strong consideration for technical and aesthetic 
qualities, and thus are often considered more 
desirable than that of a digitally generated print. 
The woodcuts included in this series combine 
the two in a classic tension between traditional 
DQGQHZSURFHVVHVZKLFKDOVRUHÀHFWVRFLHW\¶V
compulsion to drive progress into the unknown. 
In addition, this project questions notions of 
human digitally biased existence within a natural 
environment, and our responsibilities to global 
issues and future generations. This was accom-
SOLVKHGE\GLJLWDOO\URXWLQJLQWRWZRSDLUVRI¿YH
cross section discs from a tree-trunk. The routed 
shapes resemble commonly used computer-
based symbols. The broken age rings from the 
wood are then imitated by embossed com-
puter generated contours, extending its virtual 
existence, therefore implying a transition from 
natural to an unnatural intervention. Finally, this 
body of works aims at blurring the distinctions 
between man and our manufactured digital post 
human existence and thus question popular ap-
proaches on this matter.
Euripides Altintzoglou  | The End of Sculpture
The installation consists of a series of video 
works documenting the stages of the industrial 
processing of marble into tiles. The videos are 
shot in a straight conceptualist manner and have 
not been aestheticized neither during the shoot-
ing nor the editing stages. Likewise, the sound 
elements of the work have been left unaltered 
in order to evoke the original atmosphere of the 
factory. The clinical portrayal of the commer-
cialization of an otherwise historically traditional 
material for sculpture (marble) through an in-
dustrial repetitive process underlines the recent 
methodological transitions in sculpture after the 
readymade: the substitution of the unique hand-
made artifact by a massively reproduced object. 
,QRWKHUZRUGVLWLVDµEHKLQGWKHVFHQHV¶GRFX-
mentation of the process that produces a would-
be-readymade while at the same time the mate-
rial (marble) by which this object is produced 
is considered to be an important constituent of 
VFXOSWXUH¶VKLVWRU\DQGWUDGLWLRQ/LNHZLVHGXHWR
the fact that this work problematizes the promise 
RIDµQHZVFXOSWXUH¶RIIHUHGE\WKHKLVWRULFWUDQVL-
tion towards interdisciplinarity it demands an 
approach that is foreign to the conventional aes-
WKHWLFPHDQVDQGSKHQRPHQRORJLFDOFRQ¿QHVRI
traditional sculpture; hence, the choice of video. 
'HVSLWHWKHUDGLFDOLW\RI'XFKDPS¶V)RXQWDLQLW




Andrew Bracey  | ReconFigure Paintings 
In 1839 Paul Delaroche is famously (perhaps 
mis) quoted as having said, “from this moment 
painting is dead” in response to seeing the Da-
JXHUUHRW\SHIRUWKH¿UVWWLPH,QWKH\HDUVVLQFH
painting has survived many pronounced deaths 
and re-invented itself numerous times. In many 
ways the challenge set down by photography 
has forced painting into ever more interesting 
corners. The painter, Steven Parrino said, “I 
saw this as an interesting place for painting…
death can be refreshing, so I started engaging 
in necrophilia…approaching history in the same 
way that Dr. Frankenstein approaches body 
SDUWV´ 7KHSDLQWLQJVWKDW,¿QGPRVWHQJDJ-
ing expand out from this discipline to consume 
and use ideas and approaches of other mediums 
of art; there is much interest in the slippage 
between painting, sculpture, print, photography, 
installation and so on. Recently I have turned to 
SDLQWLQJ¶VULFKKLVWRU\DVDVXEMHFWWRH[SORUH
with the attitude of a contemporary cross-media 
artist. ReconFigure Paintings feature an ad-
ditional abstract geometric triangular structure 
WRWKHKXPDQ¿JXUHVZLWKLQWKHFRPSRVLWLRQV
of printed reproductions of well-known histori-
cal paintings. The eye alternates between this 
contemporary addition and the background of 
the original, something that is usually sidelined 
E\WKHGRPLQDQW¿JXUH'HVSLWHDFRQVLVWHQF\
of rules that I adopt when painting, each work 
takes on its own unique character and alters our 
perception of the original source. For The Ends 
of Art a further layer has been created between 
RULJLQDODQGUHSURGXFWLRQ3DXO'HODURFKH¶V7KH
Execution of Lady Jane Grey has been printed 
onto canvas in the National Gallery shop to be 
transformed into a new ReconFigure Painting in 
my studio to then be turned into a print, at the 
VL]HRIWKH'HODURFKH¶VRULJLQDOFDQYDV
Cornford & Cross | Praxis
This work presents a visual resemblance 
between a slab of stone and a stack of paper 
WRLQYLWHUHÀHFWLRQRQDWUDQVLWLRQEHWZHHQ
or fusion of, different forms of power. The A4 
page is part of a system that combines classical 
geometry with metric measurement, to correlate 
scaling and multiplication. The proportions of all 
pages in the system are a diagon, a geometric 
construction of a square and an arc described 
by the diagonal of the square. This produces a 
rectangle in which the ratio of the short side to 
the long side is one to the square root of two. 
Thus, two sheets of A4 placed side by side are 
the same size and proportion as one sheet of 
A3, and so on, so that 16 sheets of A4 make 
A0.  The revolutionary republic of France devised 
and established the metric system. In 1795 one 
PHWUHZDVGH¿QHGDVRQHWHQPLOOLRQWKRIWKH
distance from the North Pole to the Equator, 
measured along the meridian passing through 
3DULV2QHOLWUHZDVGH¿QHGDVWKHYROXPHRI
a cube with edges of ten centimetres, and one 
NLORJUDPPHZDVGH¿QHGDVWKHPDVVRIRQHOLWUH
RISXUHZDWHUDWWKHPHOWLQJSRLQWRILFHÛFHQ-
tigrade. Because one sheet of A0 is one square 
metre, the weight of paper can be measured 
in grammes per square metre (gsm), allowing 
accurate calculations for mass production. As 
a key element of international standardiza-
tion under modernity, the A4 page became so 
ubiquitous as to appear neutral. Yet its success 
is aligned with bureaucracy, in which production 
is subordinate to administration, and creativity 
struggles with the alienation that is a reaction 
to control. The block of marble was cut from 
a quarry on the Greek island of Paros. Parian 
marble has been prized for its purity and white-
ness, and used for masterpieces of classical 
Greek sculpture, historic buildings and struc-
tures including the tomb of the French Emperor 
Napoleon. In Ancient Greece, the philosopher 
Aristotle proposed that there were three basic 
activities of man: Theoria, Poiesis and Praxis, 
which have truth, production, and action as 
their respective purpose or end. Today, when 
economic, social and political tensions pres-
age transformation and destruction, this work 
draws on the symbolic identity of Athens as the 
birthplace of popular sovereignty and direct 
democracy.
Mat Dalgleish | Ruin 
The crossover of image, sound and other senses 
dates back centuries. However, fuelled by tech-
nological advances of the period and a recogni-
WLRQRIWKHÀXLGLW\RIVHQVDWLRQRQFHFDSWXUHGE\
electrical or electromechanical means, the early 
WKFHQWXU\VDZDQLQÀX[RITXDVLV\QDHVWKHWLF
inventions intended to transpose one sensory 
domain into another. Notable sound-to-light 
(often known as visual music) systems such as 
the Sabalat, Clavilux, and Mobilcolor were fol-
lowed in the 1960s and 70s by video synthesiz-
ers such as the Scanimate, Rutt-etra, and Jones 
Colorizer. However, like their (modular) audio 
synthesizer cousins, these analogue innovations 
were pushed into obscurity by the arrival of 
the personal computer. In the post-digital age, 
powerful laptops and accessible programming 
environments have greatly widened participa-
tion, but the resulting New Media has often 
been blind to all that went before, driven by 
newness for its own sake. With the allure of 
newness diminished and eroded (by austerity, 
environmental concerns, etc.), RUINS seeks to 
reconnect the digital with its neglected histories. 
In doing so it develops an alternative historical 
narrative of New Media in which the computer is 
not year zero but a continuation of a far longer 
strand of artistic activity. Taking the form of a 
participatory installation, RUINS invites gallery 
visitors to play (individually and collectively) the 
instruments of a prototypical rock band (e.g. 
guitar, bass, keyboard), yet their familiar sound 
output is transposed (in real-time) into image. 
Nevertheless, this is not simply a nostalgic 
recreation, for while the underlying processes 
are informed by historical aesthetics (e.g. video 
feedback), RUINS exploits (and is reliant upon) 
contemporary techniques such as real-time FFT 
analysis of the instrumental input.
Dean Kelland | Living Room Series – 
Desperate Hours 
This project seeks to investigate and examine 
the construction of masculine gender stereo-
types in selected situation comedies from the 
¶V¶VDQG¶V7KHUHIHUHQFHVDQG
source material derive from my own personal 
nostalgic experiences and memories of the tele-
vised repeats. The research draws from histori-
cal contextualization of situation comedy within 
Post War Britain: autobiographical account, 
KLVWRULFDO¿JXUHDQGVLWFRPFKDUDFWHU,QGRLQJ
so, this project utilizes multi-disciplined ap-
proaches that encompass performance, photog-
UDSK\¿OPPDNLQJDQGPL[HGPHGLDSURFHVVHV
It touches on philosophies of identity, cultures 
of taste, and histories of class identity and 
structure in order to produce engaging observa-
tions of collective cultural identities. In addition, 
the production of performative work within 
contemporary spaces is linked with the comedy 
characters as performed by the original actors. 
&RQFHQWUDWLRQRQWKHVLWFRPDVDVLJQL¿FDQW
KLVWRULFDOSROLWLFDOUHÀHFWLRQRISHULRG%ULWDLQ
becomes a testing ground for a multi-disciplined 
arts methodology. The artist is re-presented in 
the guise of comedy character Harold Steptoe of 
the legendary sitcom Steptoe and Son. In char-
acter, the artist repeatedly attempts to inhabit 
WKH¿JXUH7KLVHOHPHQWRIUHSHWLWLRQFKDU-
acteristic of the principles of representational 
acting, marks the transition from the immediacy 
of live performance in theatre to the pursuit of 
perfection in studio productions for cinema and 
television. As a result, each mimetic repetition 
exposes the blurring of one identity into another 
and so interrogates the inter-subjective identi-
¿FDWLRQVEHWZHHQDFWRUDQGDXGLHQFHPRELOL]HG
WKURXJKµSHUIRUPLQJPDVFXOLQLW\¶
Adam Kossoff | Glitch
A photographic still taken from video grab from 
¿OPHGIRRWDJHRIDSURWHVWPDUFKLQVXSSRUW
of the Stoke Newington 5, Glitch foregrounds 
WKDWZKLFKKDVPLJUDWHGLQGHOLEO\IURP¿OPWR
the digital and then to the still photograph. 
A glitch, a short-lived fault in a system, for 
example when an image, on video or com-
puter, is momentarily corrupted, is a sudden, 
unexpected violent irruption that quickly passes. 
It is a momentary failure that foregrounds 
the technological and a sudden shift in the 
sensibility of memory and the political. In the 
HDUO\¶VWKH$QJU\%ULJDGHFDUULHGRXWD
bombing campaign, during which they targeted 
banks, embassies, the Miss World event and the 
homes of Conservative politicians. (One person 
was hurt and no one was killed). In 1972 the 
HVSHFLDOO\IRUPHGSROLFHµ%RPE6TXDG¶UDLGHG
DÀDWLQ6WRNH1HZLQJWRQ1(/RQGRQIRXQG
a cache of guns and explosives (including a 
machine gun used in attacks on the Spanish and 
American Embassies) and eventually arrested 
eight people. The defendants were held for 
nine months, before one of the longest criminal 
trials in British history took place. Four people 
were found guilty of conspiracy to murder and 
sentenced to ten years in jail, adding to the 
¿IWKDOUHDG\VHQWHQFHGIRU\HDUV3HUKDSV
regarded as a glitch in British politics (the 
IRA campaign aside), the Angry Brigade soon 
became part of the forgotten British left. The 
debate around a politics of change is currently 
FRQ¿QHGWRDIDOVHVHQVHRIXQLW\ERQGHGE\WKH
commonplace sensibilities of democracy. This 
is a view ingrained into our everyday psyche, 
indelibly impressed upon us by the imagined 
exchange contained by the consumerist model 
that sustains and informs the aesthetics of 
the art world. Favouring the distribution of the 
sensible, Jacques Rancière dismisses Walter 
%HQMDPLQ¶VPRGHUQLVWOLQHRQWKHFHQWUDOLW\RI
technology. But aesthetics cannot be consid-
ered a neutral conduit for sensibility, for as 
Bernard Stiegler continually argues, technology 
(and mnemotechnology) makes memory and 
thus subjectivity possible by externalizing it. 
7KHJOLWFKUHÀH[LYHO\UHSRVLWLRQVWKHVSHFWDWRU
disrupting desire and exposing the centrality of 
the technological.
John Timberlake  | Menzel’s Empire
 
7KHVHZRUNVZHUHPDGHE\¿UVWWDNLQJODUJH
format (13cm x 10cm) photographs with a 
technical camera. These were then digitised and 
sections of the image removed. The resulting 
altered photograph was printed on to a matte 
paper. I was then able to draw directly onto the 
paper in the erased areas with a soft pencil.  
The works arise out of an ongoing fascination 
ZLWKWKHLGHDRIWKHµDUWLVW¶VLPSUHVVLRQ¶7KLV
fascination is partly rooted in a notion that 
DQµDUWLVW¶VLPSUHVVLRQ¶RIVRPHWKLQJPD\EH
speculative or, perhaps, somehow misleading 
(ie standing in place of an actual thing not yet 
realised, or perhaps unrealisable).  Thus we 
¿QGµDUWLVW¶VLPSUHVVLRQV¶RIXQUHDOLVHGDLUFUDIW
cities in space, unbuilt hotels and housing 
GHYHORSPHQWV$WWKHVDPHWLPHWKHµDUWLVW¶V
LPSUHVVLRQ¶LVRIWHQJRYHUQHGE\DSDUWLFXODU
ethics of illustration that arises from the need 
to construct an image as quickly as possible 
through a set of shorthand conceits: the sketch, 
the montage, the composite, or the appropria-
tion.  The seemingly pointless set of proposals 
I arrived at – half road working, half land art – 
VHHPHGWRVXJJHVWWKHGHÀDWLRQDU\XQUHVROYHG
WHQVLRQRIDVPDOOXQIXO¿OOHGSURPLVH
Alistair Payne | False Dawn
The contemporary condition of painting casts 
LWZLWKLQDYDVWO\H[SDQGHG¿HOGRQHLQZKLFK
it has begun to free itself from its relationship 
ZLWKWKHQRWLRQRID¿[HGSXULW\RIIRUPWKXV
casting aspersions upon discussions around 
its imminent and recurrent, or recurrently im-
minent, demise aside for the time being.  Yet, I 
would argue that this still maintains a particular 
type of practice, at least a form for painting, 
ZKLFKLVULJRURXVO\GH¿QHGZLWKLQWKHPHGLXP
itself. Painting has sought to internally destabi-
lise its formal arrangement or organisation as 
an object, but it still in many ways is left dealing 
ZLWKDµ*UHHQEHUJLDQ¶JKRVWRUVSHFWUHZKLFK
has become a perennial thorn in its own side. 
7KHVHQRWLRQVDOOXGHWRPHGLXPVSHFL¿FLW\DQG
VLQJXODULW\PDWHULDOGHSHQGHQF\DQGGH¿QLWLYH
structural boundaries, creating and structuring 
division rather than integration, which in effect 
creates a form of resistance, a form embedded 
though its dependence upon this very notion 
of resistance. In order for painting to persist it 
must seek external possibilities, which can force 
new forms to be considered, spatially, temporal-
ly and architecturally, structured through multi-
plicitous connections, rather than focusing upon 
the singular internal machinations of a medium 
VSHFL¿FSUDFWLFH3HUVLVWHQFHKHUHPLJKWEHGH-
¿QHGDVWKHSRWHQWLDOIRUSDLQWLQJWRFRQWLQXHWR
move forwards through different obstacles and 
objections, though, or whilst, often conjuring 
conjectural and divided opinion. The installation 
proposed for The Ends of Art, presents painting 
as a persistently subversive, and indisciplined 
tool for negotiating the complex territorial dis-
tributions of alternative media. The work breaks 
down formal divisions in order to reconsider 
and reorganise the constraints imposed upon 
painting as a practice. The installation consists 
of two works displayed upon laminate surfaces  
- placing the projected surface alongside the 
painted surface.
Beton7 




From Marius de Zayas to David Rabinowitch and Richard Huelsenbeck, and from Arthur Danto to David Kuspit art is declared dead every time it goes 
through a critical stage in its course of development. Post-modern stylistic plurality posed as the end of art history but recently relational aesthetics 




deals solely with the nature of a given discipline through another and, thus investigates the potential for an even more radical and thorough process 
RIH[DPLQDWLRQRIWKHFKDQJLQJQDWXUHRIDUWWKURXJKLQWHUGLVFLSOLQDULW\H[SDQGLQJWKH¿HOGRIHDFKGLVFLSOLQHLVWKHPHWKRGRORJ\RIWKLVH[KLELWLRQ
not the aim. At the core of this methodology is the intention to eradicate the last remaining traces of humanism in art history: the dissolution of 
distinct art disciplines for the means of theoretical analysis.  
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Alistair Payne | False Dawn
ƬıǘǄǒǏǎǌǆǉĮĲƾıĲĮıǆĲǆǐǅǔǄǏĮĳǈǉǀǐ
ĲǎȺǎǇİĲİǁĲĮǈıİƿǌĮİǑǏǘȺİįǁǎĲǎǎȺǎǁǎ
ƿǒİǈĮǏǒǁıİǈǌĮĮȺĮǊǊƾııİĲĮǈĮȺǗĲǆǌǈįƿĮ
ĲǆǐıĲĮǇİǏǀǐǉĮǇĮǏǗĲǆĲĮǐĲǆǐĳǗǏǋĮǐǉĮǈ
ĲǎȺǎǇİĲİǁĲǆıǑǅǀĲǆıǆǄǘǏǔĮȺǗĲǆǌİȺǈǉİǁǋİǌǆ
ǉĮǈİȺĮǌĮǊĮǋǃĮǌǗǋİǌǆǀȺİǏǈǎįǈǉƾİȺǈǉİǁǋİǌǆ
ȺĮǏĮǉǋǀȺǏǎǐĲǎȺĮǏǗǌƻıĲǗıǎǇĮƿǊİǄĮǗĲǈ
įǈĮĲǆǏİǁĲĮǈƿǌĮıǑǄǉİǉǏǈǋƿǌǎİǁįǎǐȺǏĮǉĲǈǉǀǐ
ǄǈĮĲǆǅǔǄǏĮĳǈǉǀǆǎȺǎǁĮǎǏǁǅİĲĮǈĮǑıĲǆǏƾĮȺǗ
ĲǎǁįǈǎĲǎǋƿıǎƬǅǔǄǏĮĳǈǉǀȺǏǎıȺƾǇǆıİǌĮ
ĮȺǎıĲĮǇİǏǎȺǎǈǀıİǈİıǔĲİǏǈǉƾĲǆǌǎǏǄƾǌǔıǀ
ĲǆǐǔǐƿǌĮĮǌĲǈǉİǁǋİǌǎĮǊǊƾǋİȺǎǊǊǎǘǐ
ĲǏǗȺǎǑǐƿǒİǈĮȺǎǋİǁǌİǈǌĮĮıǒǎǊİǁĲĮǈǋİĲǎ
ȺǌİǘǋĮĲǎǑ*UHHQEHUJĲǎǎȺǎǁǎƿǒİǈǄǁǌİǈƿǌĮ
ĮǈǙǌǈǎĮǄǉƾǇǈƧǑĲƾȺĮǏĮȺƿǋȺǎǑǌıİƿǌǌǎǈİǐ
PHGLXPǗȺǔǐİǈįǈǉǗĲǆĲĮǉĮǈǋǎǌĮįǈǉǗĲǆĲĮǀ
İǍƾǏĲǆıǆǑǊǈǉǎǘǉĮǈǗǏǈĮįǎǋǀǐįǆǋǈǎǑǏǄǙǌĲĮǐ
ǉĮǈįǎǋǙǌĲĮǐĲǆįǈĮǁǏİıǆǉĮǈǗǒǈĲǆǌƿǌĲĮǍǆ
ǆǎȺǎǁĮıĲǆǌȺǏĮǄǋĮĲǈǉǗĲǆĲĮįǆǋǈǎǑǏǄİǁǋǈĮ
ǋǎǏĳǀĮǌĲǁıĲĮıǆǐǋǈĮǋǎǏĳǀİǌıǔǋĮĲǔǋƿǌǆ
ǋİĲǆǌǁįǈĮĲǆǌƿǌǌǎǈĮĲǆǐĮǌĲǁıĲĮıǆǐ
ƴǏǎǉİǈǋƿǌǎǑǆǅǔǄǏĮĳǈǉǀǌĮȺĮǏĮǋİǁǌİǈ
İǌİǏǄǀȺǏƿȺİǈǌĮĮǌĮǅǆĲǀıİǈǌƿİǐȺǏǎǎȺĲǈǉƿǐ
ǎǈǎȺǎǁİǐǋȺǎǏǎǘǌǌĮĲǆǌǔǇǀıǎǑǌıİǌƿİǐ
ǋǎǏĳƿǐǒǏǎǌǈǉƾǉĮǈĮǏǒǈĲİǉĲǎǌǈǉƾįǎǋǆǋƿǌǆ
ǋƿıĮĮȺǗįǈĮĳǎǏİĲǈǉƿǐıǑǌįƿıİǈǐĮǌĲǁǌĮ
İȺǈǉİǌĲǏǙǌİĲĮǈıİıǑǄǉİǉǏǈǋƿǌİǐȺǏĮǉĲǈǉƿǐƬ
İǄǉĮĲƾıĲĮıǆȺǎǑȺǏǎĲİǁǌİĲĮǈǄǈĮĲǆǌƿǉǇİıǆ
³7KH(QGVRI$UW´ȺĮǏǎǑıǈƾǅİǈĲǆǅǔǄǏĮĳǈǉǀ
ǔǐƿǌĮİȺǁǋǎǌĮĮǌĮĲǏİȺĲǈǉǗİǏǄĮǊİǁǎǄǈĮĲǆ
įǈĮȺǏĮǄǋƾĲİǑıǆıǒİĲǈǉƾǋİĲĮİǌĮǊǊĮǉĲǈǉƾǋƿıĮ
ƿǉĳǏĮıǆǐƷǎƿǏǄǎĮǌĮĲǏƿȺİǈĳǎǏǋĮǊǈıĲǈǉǎǘǐ
ȺǏǎıįǈǎǏǈıǋǎǘǐȺǏǎǉİǈǋƿǌǎǑǌĮİȺĮǌİǍİĲƾıİǈ
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